''f6f HERE was in the midst of the city [i. e. Athens] an altar belonging to no ii god of power; gentle Clemency had there her seat and the wretched made it sacred; never did she lack a new suppliant, none did she condemn or refuse their prayers. All that ask are heard; night and day may one approach and win the heart of the goddess by complaints alone. No costly rites are hers; she accepts no incense flame, no blood deep-welling; tears flow upon her altar, sad offerings of severed tresses hang above it, and raiment left when fortune changed. Around is a grove of gentle trees, marked by the cult of the venerable; wool-entwined laurel and the suppliant olive. No image is there, to no metal is the divine form entrusted, in hearts and minds does the goddess delight to dwell. The distressed are ever nigh her, her precinct ever swarms with needy folk; only to the prosperous is her shrine unknown. 
to the cult.3 According to the tradition followed by Statius, the altar was founded by the children of Herakles; others report that the children took refuge at an existing altar. ' 13 PS. Plutarch, Vitae X Orat., p. 847A; Plutarch, Demosthenes, 31. 14 Libanios in a school rhetorical exercise (Declam. XXII, ed. Foerster, vol. VI, p. 339) described Demosthenes as taking refuge at the Altar of Pity; was this perhaps suggested by the proximity of the statue to the Altar of the Twelve Gods = Altar of Pity? 15 Hesperia, Supplement VIII, pl. 12, 1. 16 Cf. the pits for shrubs in the " Garden of Hephaistos ": Hesperia, VI, 1937, pp. 396-425. 17 Hesperia, Supplement VIII, p. 103. As to the date when the worship of Pity was introduced to this site, we are left largely to conjecture. The most likely occasion, however, would appear to be the time when the enclosure wall of the sanctuary was rebuilt. Miss Crosby has shown that the original post-and-slab parapet erected by the younger Peisistratos was in all probability demolished by the Persians in 480/79 B. c. and that it was replaced after a long interval by a completely new parapet of which only the sill remains. The little pottery to be associated with this rebuilding runs down at least to the neighborhood of 425 B. C. providing a terminus post quem. On the other hand, the close similarity between the surface treatment of the new sill and that of the Nike Temple bastion makes unlikely a date lower than the end of the fifth century. The available data would thus indicate that the new parapet was erected within the last quarter of the fifth century.19
RESTORATION OF THE PARAPET
Since the parapet is basic to our further enquiry it will be necessary to describe its remains in detail, even-at the risk of repeating to some extent the statements made in the earlier study of the monument.
Of In the earlier publication (Hesperia, Supplement VIII, pp. 89 f.) the parapet in both periods was restored with an entrance only on the west side; the considerations here adduced make much more probable the restoration of an entrance in both the east and the west side in both periods. 22 (V, 13, 11) . Only the sill and orthostates of the enclosing wall remain. There is no certain trace of sculptural decoration although it is conjectured that free-standing statues stood on a paved ring inside the wall.
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Of the parapet as rebuilt in the second period of the sanctuary there remain the sill blocks for the entire south side, for the southern half of the west side and for the southern third of the east side (Fig. 1) . 23 The evidence preserved on this much of the sill is enough to show that the second parapet was essentially similar to the first, consisting, like the first, of eight posts with intervening orthostates on each of the four sides and with an entrance in both the east and west side. The overall dimensions differ slightly from those (Fig. 2) . 24 Differences are to be noted in the manner of securing the posts and intervening slabs in the two periods. Whereas in Period I all the posts for which we have evidence were set in sockets and fastened each with two side dowels, in Period II only those posts that were liable to special strain were set in sockets, undowelled, while -the others were set on the flat top of the sill and fixed each with two side dowels (Fig.  1) . 25 The socketed posts, as recorded by the surviving sill, are those at the southwest and southeast corners of the peribolos, at the south side of the west entrance, in the second and third positions from the south on the east side and in the second position 23 In June, 1951, additional investigation on the spot brought out some evidence not available at the time of the earlier study. Cf. Fig. 1 of Hesperia, Supplement VIII, p. 83, with Fig. 1 of the present study. By undercutting the south retaining wall of the railway trench it was possible to examine the bedding for the fourth post from the south on the west side, a detail which had been known previously only from the measured sketch made in 1891 when the railway was under construction. The southeast corner block of the sill was again exposed, and this time over its full extent. The bedding for the third post from the south on the east side was re-opened, and the bedding for the second post, which lies directly below one of the live rails, was cleared for the first time. We are greatly indebted to the Athens-Piraeus Electric Railway Company, and in particular to the Chief Engineer of the Company, Mr. Yannises, for facilitating the exploration in a most cordial manner. 24 If, however, the north sill of Period II was drawn in toward the middle of the enclosure, as was done with the east sill, the north to south dimension must be reduced by ca. 0.15 m. Such a contraction would bring the inner edge of the north sill of Period II into contact with the north edge of the marble block found in the north part of the peribolos (Hesperia, Supplement VIII, p. 92), a desirable conjunction. In our restoration, however, both in this and the earlier study we have preferred to suppose that the new north and south sills were set in the same relation to the earlier sills beneath. The possible error does not, fortunately, affect the further argument. 25 The central dowels with pour channels in the second to sixth positions from the west on the south side probably date from a repair (Fig. 1) . The normal thickness of the orthostates was ca. 0.08 m. The slabs adjoining the entrances, however, would seem to have been appreciably thicker at the bottom. This is attested for the wvest side by the fact that the dressed bed, while aligning with that of the neighboring slab on the inner side, was widened toward the outside so that it could have accommodated a slab as much as 0.14 m. thick at its bottom (Fig. 6) . 26 The socket for the second post from the east on the south side is now concealed by the south retaining wall of the railway trench and is known only from the sketch of 1891. All the other sockets, having been examined recently, appear to be uniform in workmanship and to be original parts of Period II. 27 The sketch of 1891 made no distinction between the deep and shallow parts of the cutting which were therefore represented by a single rectangle in the earlier study (Hesperia, Supplement VIII, p. 83, fig. 1) . 28 In the south half of the west side of the parapet the outermost posts were apparently set first; then, as shown by the pryholes, the adjacent orthostates and the next posts were placed and, finally, the middle slab was thrust in between these last posts. A pryhole in the bottom of the socket for the southeast post must have been used against the edge of the easternmost orthostate in the south side, and a similar pryhole in the bottom of the third socket from the south on the east side would have served for the orthostate to the south. No pryholes have been observed on the south side. As for the material of the superstructure, it would appear probable that since poros was used for the sill it was used also for the posts and for the crowning member above the posts. The thinness of the orthostates, on the other hand, virtually excludes the use of poros for these members and implies marble. The marble grave stelai of the fifth and fourth centuries were commonly set in poros bases and a combination of marble and poros is well attested for the closely contemporary Stoa of Zeus in the Agora in which marble metopes were set between triglyphs of poros with architrave and cornice of marble.29 In the Middle Stoa of the Agora (second century B. C.) marble metopes were entirely framed in poros. The difference in texture and color between the two materials produced an agreeable contrast.
For the design of the superstructure of our parapet we may draw some cautious inferences from the analogy of a near-by monument that has already been mentioned, viz. the fence around the statues of the Eponymous Heroes in the southwest corner of the Agora (P1. 16).3? The architectural style of the monument of the Eponymous Heroes, combined with the literary references to it, suggests a date in the last quarter of the fifth century; it is therefore closely contemporary with the second period of our parapet and has so many points in common as to justify the assumption that the one monument influenced the design of the other, the Eponymous Heroes being perhaps by a few years the earlier. 36 The copies leave no question as to the original appearance of the Orpheus and the Peliads slabs; the same is not true of the other two slabs. On the existing copies the head of the seated Peirithoos is lacking; Gotze has restored the head as turned toward Theseus, i. e. toward the speaker's right, which results in this slab being identical in respect of the direction of gaze with the Hesperides slab and consequently makes difficult any balanced juxtaposition of the panels. I have preferred the old restoration with the head reverted, as carried out in plaster on the Louvre and Torlonia copies; this restoration also appears to be more congruent with the set of torso and arms. On the Hesperides panel Gotze has argued against the existence of the tree in the original; I have here followed Gotze, although not with complete conviction, preferring to reserve judgment until I can examine the relevant marbles at first-hand. 37 Returning now to our parapet sill with the two pair of sculptured panels in mind, we see at once that the two broad slabs can be accommodated perfectly, and only, in the spaces adjacent to the east entrance; it follows that the companion pair must have occupied the corresponding positions on the west side (Fig. 8) . Since, moreover, the obvious intention of the designer was to emphasize the entrance ways and to lead the eye toward them, we may be sure that the slabs were so distributed that in each case two out of the three heads on each panel were turned toward the opening. Hence the Peirithoos slab goes to the right of the east entrance and the Hesperid slab to its left, the Peliad slab to the right of the west entrance and the Orpheus slab to its left. It will be apparent that the congruence in technical details is complete, the WE.ST SIDE. (Fig. 9) , the height and upward taper and the need for enframement meeting the requirements of our hypothetical reconstruction based on the analogy of contemporary monuments. Most convincing of all is the fact that the greater width of the Peirithoos and Hesperid panels, occasioned by the use of a seated rather than standing central figure, perfectly accounts for the otherwise puzzling and disturbing enlargement of the spaces adjacent to the east entrance. It may be observed also that such a restoration will explain the curiously hybrid nature of the plaques which have points in common with both metopes and free-standing stelai. Finally, this placing puts the reliefs at a level at which the copyist could with the greatest facility have done his pointing or taken impressions for the making of plaster casts; within a stone's throw -of our precinct stood Hermes Agoraios who is described in Lucian, Juppiter Tragoedus, 33, as " covered with pitch from being cast every day by the sculptors." It may seem at first glance surprising that only four out of the twenty-six panels of the parapet should have been sculptured. One will recall, however, that only eighteen out of the sixty-eight metopes of the Hephaisteion were carved and that the juxtaposition of decorated and plain panels is just as abrupt on the temple as in our parapet. The sculptured metopes of the Hepaisteion are confined to the east end of the building, ten on the east facade proper and four at the eastern extremity of both the north and the south flank; they thus adorn the three exposed sides of the east porch of the temple which constitutes its entrance. Our sculptured panels also would seem to have been placed with the object of emphasizing and adorning the entrances to the sanctuary.
The scheme here proposed for the placing of the sculptured slabs finds other correspondences in the Hephaisteion. That the eastern slabs were broader than the western should not startle anyone who has in mind the greater length of the eastern inner frieze of the Hephaisteion as compared with the western. The prominence given to Herakles and Theseus in the two broad panels of the east side of the parapet is again paralleled by the glorification of the same two heroes in the eastern metopes and pediment of the Hephaisteion. The Peliads and Medea, even Orpheus and Eurydike were in Athenian eyes barbarians and as such were appropriately relegated to the west side just as the Lapiths and Centaurs were kept in the west frieze of the Hephaisteion. The double prominence given to the sculpture of the east side of the parapet by scale and theme was perhaps the more justified by the fact that this side faced directly on the Panathenaic Way, just as the temple faced on the market place.
It is also to be observed that the seated figures which dominate the eastern panels of the parapet find ready parallels in the east (but not in the west) friezes of the Hephaisteion, Parthenon and Temple of Nike Apteros. The presence of the seated figures, moreover, combined with the quiescence of the standing figures in the east panels, lends to the eastern pair something of the apparent tranquility which is repeatedly found in eastern pedimental groups; the feeling of movement and action is much more palpable in the western panels, as in western pediments.
A nice discrimination is to be observed in the distribution of the sexes. On entering the sanctuary from the east one had three males on his right, if from the west three females; to one's left in the east entrance were one male and two females, in the west two males and one female. The sum of the right-hand panels was therefore three males and three females, and likewise the sum of the left-hand panels. Such balancing of the sexes may be paralleled elsewhere in pediments and friezes of the period, notably in the east friezes of Hephaisteion and Parthenon.
One might, therefore, regard our two pair of panels as constituting a highly abbreviated version of the " normal " sculptural decoration of Attic temples of the fifth century, the curtailment being due no doubt to the small scale of our sanctuary and to the financial exigencies of the time.
THE THEMES OF THE PARAPET RELIEFS
It is time now to consider whether the themes of the,, four reliefs can be brought into relation with what we know of the Athenian conception of Pity. That conception was comparatively simple and close to our own: compassion inspired by the misfortunes common to human life, and philanthropy, especially toward strangers in distress. One aspect of the general conception is stressed repeatedly by the literary sources, viz. the pity inspired by a grievous situation that has come about through a reversal of fortune. This is illustrated by Statius' vestes mutata sorte relictae (Thebais, XII, 1. 490). Pausanias is explicit: "Pity, who of all the gods is most helpful in human life and in reversals of fortune." 48 The fourth panel portrays a fateful moment in Herakles' final labor, the acquisition of the golden apples of the Hesperides. Having found out, after long journeying, the garden of the gods where the apples grew, Herakles succeeded in inducing the fair sisters to drug the serpent which guarded the tree and to pluck the apples for him. In the course of these negotiations, as we know from many vase paintings, the girls had fallen in love with the handsome young hero. Yet the moment came when the Hesperides, if they would have Herakles complete his mission, must turn over the apples and part with their loved one. The marble depicts the girls in the final anguish of the decision which was to reverse their fortune and to leave them in piteous desolation.53 The attitude of the youthful hero is also sober; we may imagine that his triumph in achieving his task has already been clouded by the painful thought of parting.
As G6tze has well observed, the four panels thus illustrate all the significant human relationships: parents and children, man and wife, companions, lovers.5" And in each case the incident chosen illustrates a piteous situation induced by a reversal of fortune. All the victims are such as might well have come to seek comfort at the Altar of Pity, at whose thresholds they are indeed depicted. Here then is a marble record of the " distressed who are ever nigh her," to be compared with the record of Athena's adorants in the Panathenaic frieze of the Parthenon. In Herakles' journey to the westernmost reaches of the world in search of the golden apples of eternal life it is very easy to read a parable on the Athenians' expedition to Sicily, " the longest voyage from home yet attempted," 69 particularly when we read that the chief motive with the multitude was " the hope not only to get money for the present but also to acquire additional dominion which would always be an inexhaustible source of pay." 70 These are intriguing speculations, but it must be borne in mind that not one of the suggested references to the historical event is susceptible of proof. On the other hand, the choice of themes and the prevailing atmosphere of the reliefs indicate clearly that they were designed in the shadow of some great disaster, which can scarcely be other than Syracuse, just as the reliefs that had been carved a few years earlier to adorn the parapet of another Athenian sanctuary, that of Nike Apteros, reflect the glow of triumph that came of Pylos and Sphakteria." We should not, however, regard the four parapet panels as direct illustrations of or in any substantial way dependent on contemporary plays; we shall do better to think of them as an independent tetralogy in marble comprising, as did at least one of Euripides' tetralogies, three canonical tragedies and a fourth which was a blend of tragedy and comedy.74 In their deeply human quality, in their preoccupation with psychological problems, in their predilection for romantic love and melodramatic situations, the altar reliefs find their best parallels in the mature plays of Euripides. I owe the reference to Miss Barbara Philippaki. Cf. Hitzig-Bliimner, Pausaniae Graeciae with our peribolos the square outline, the altar within, the trees and the marble reliefs by the entrance; it differed in having but a single entrance. That the chief glory of the Aeginetan monument was its sculptured parapet is evident from Pindar's reference to it as " the well fenced grove of the Aiakidai." 82 The practice of adorning a gateway with relief sculpture on either side of the opening has been regarded as of eastern origin 83 It is tempting to suppose that in composition as well as in style the island work owes something to an Attic prototype, i. e. to the hypothetical sculpture on the original parapet of our sanctuary. On the other hand, the exquisite care with which the Thasian artist avoided dry symmetry while achieving an easy balance, his adroit handling of the spatial problem, the studied variety in the minutiae of stance, dress and coiffure all look forward to the still more refined subtleties of our second parapet.9'
In the period immediately subsequent to the construction of our parapet the best parallels for its scheme of decoration are to be found in Lycia whither, it has been conjectured, some of the Athenian artists who must have despaired of a livelihood in Athens after Aigospotamoi emigrated in search of commissions. One thinks first of the Heroon of Gjolbaschi-Trysa, where the doorway in the wall that enclosed the family burial plot was flanked on either side on its inner face by a dancing figure carved on the jamb.92 Still more relevant for comparison with the sculptural decoration of our parapet are two rock-cut tombs in Limyra, another Lycian site. In both cases the doorway of the tomb is flanked to either side by figures carved in relief in the scarped rock. In one a man with, his three sons looks across to wife and daughter; in the other a solitary man, surely the deceased, bids farewell to wife and child from whom he is separated by the mouth of the tomb (P1. 18 f.).9 The motif of the grave separating the living from the dead is thoroughly familiar, of course, from the Attic white-ground lekythoi, and the family groups on the Lycian tombs are rendered in the style of Attic grave stelai of the late fifth and early fourth century. The memory of our parapet may well have led to the combination of these elements in the tomb facades of distant Lycia.
Comparative material is scanty for the later fourth and the third centuries,94 but the great altars of the second century (Pergamon, Priene, Magnesia, Kos), in which the enclosure wall is given monumental treatment, all show a startling advance beyond our modest establishment in the extensive use of free-standing as well as relief sculpture and of columns. In these monuments, moreover, the altar proper, surrounded by its screen, stood on a lofty podium which was decorated on its outer face with sculpture, and the place of sacrifice was accessible only from the west side. It is perhaps of some significance that at Priene the sculpture around the podium is not, as at Pergamon and as intended at Magnesia, a continuous frieze but a series of panels, one of which is restored to either side of the main entrance in a way reminiscent of our parapet. The construction of this altar is dated to the middle of the second century B. c. at which time there was set up in the temple a new cult statue, an adaptation at one-third scale of the Athena Parthenos of Phidias. 95 In view of the prevalence of the " Pergamene type " of altar in the later Hellenistic period it is startling to observe that the Ara Pacis Augustae, the first monumental altar of which we have knowledge in Rome, shows an abrupt break with the Hellenistic tradition and a reversion to the older type represented by our Athenian sanctuary. The Ara Pacis is modest in scale and simple in its basic design: the altar proper is surrounded on all four sides by a marble parapet pierced by entrance ways of equal width to east and west (Fig. 10) . 96 The resemblance between the Roman monument and the Athenian is obvious in the scale and in the plan. Equally striking is the correspondence in the sculptural decoration. In the Ara Pacis, as in the Altar of Pity, all the sculpture is in relief of The small frieze on the altar proper illustrates the ritual for the annual sacrifice as specified in the Monumentum Ancyranum; the medium frieze on the altar has been interpreted as a representative of the ceremony by which the altar was dedicated on January 30th, 9 B. C.; the great processional friezes on the north and south sides record the ceremony of consecration on July 4th, 13 B. C. These first three groups of sculpture thus serve, so to speak, practical purposes and they have in common a realistic, historical flavor.
It is quite other with the four great panels that flank the entrances: on the east side, to the left Tellus seated between two Aurae; to the right Roma likewise seated between subsidiary figures; on the west side, to the left the twins and the wolf with Mars standing; to the right Aeneas standing, accompanied by Achates ( ?) and a camillus, making sacrifice on the discovery of the sow. Here we have been transported from the world of fact to the realm of myth and allegory: commencing on the west with scenes from the fabulous beginnings of Rome, culminating on the east in the personification of Rome in all the majesty which she had achieved in the Augustan era, and in the figure of Tellus as a symbol of the prosperity that was assured by the newly established peace. The myth and allegory, therefore, are very significantly related to the cult of the Pax Augusta, although there is no trace of a specific representation of the divinity herself.
As to the inspiration behind this sculpture, it has been commonly and no doubt rightly maintained that the historical friezes were suggested by the Panathenaic frieze T find more ingenious than convincing Moretti's attempt (Ara Pacis Augustae, p. 310) to establish a continuity of theme through the two panels and the long lateral frieze of both the north and south side of the parapet. of the Parthenon.98 For the great panels one might draw an analogy with the pediments of the Parthenon, but such an analogy would be both incomplete and inexact. Yet the panels are so reminiscent of the fifth century in their figure types, in their sculptural style and in the grandness of their conception that one would gladly find for them also a fifth-century prototype. Such is now available in the sculptured parapet of the Athenian altar. The mechanical correspondences are obvious in the distribution of the panels around the two entrances to the sanctuary and, more specifically, in the allocation of the two quiescent panels, each dominated by a central seated figure, These many correspondences need not be fortuitous. In the years around 15 B. C. the aspect of the Athenian Agora was radically changed by the building activities of Augustus and his family. An Odeion was erected in the middle of the square by Agrippa, the son-in-law of Augustus.99 As part of the same program the fifth-century temple of Ares, together with its altar, was dismantled and moved from its original station, to be re-erected in the northwest quadrant of the Agora,'00 a stone's throw from the Altar of Pity. There is reason to believe that Augustus and/or his adopted son Gaius Caesar was associated with Ares in the rededication of the temple.101 It is altogether probable that Roman architects from the capital had participated in this
